S.O.D. m 
eak English Or Di 


© Sp 


A ум 
S SS Х з % 25 7 7 Mi 


Guitarist | 
By Mark Ziegenhagen с. 
. Analyzes S.O.D.'s "stormtrooping" style 
- Includes transcriptions of their best licks, riffs and solos ХС 
- Explains performance techniques and tricks 


FULL COLOR FOLD-OUT INSIDE donc 


CONTENTS 


March Of The S.O.D. 
Sargeant "D" And The S.O.D. 
Kill Yourself 

Milano Mosh 

Speak English Or Die 

United Forces 

Chromatic Death 

Pi Alpha Nu 
Anti-Procrastination Song 
What's That Noise ? 

Freddy Krueger 

Milk 

Pre-Menstrual Princess Blues 
The Ballad Of Jimi Hendrix 
Tablature Explanation 


All Songs: 
Words and music by Billy Milano, Charlie Benante, Dan Liker and Scott Rosenfeld 


Copyright ©1985 Precious Metal Music (ASCAP) 
International Copyright Secured All Rights Reserved 


5.0.2. 


Speak English Or Die 


by Mark Ziegenhagen 


Management: Crazed Management, Inc. 
Music Editor: Kerry O' Brien 
Music Engraving by Fallstrom, Ltd. 
Copy Editor: Cathy Cassinos-Carr 
Production Manager: Daniel Rosenbaum 
Art Direction: Kerstin Fairbend 
Director of Music: Mark Phillips 


ISBN: 0-89524-627-9 


Copyright O 1991 Cherry Lane Music Company, Inc. 
International Copyright Secured All Rights Reserved 


All rights reserved. No part of this publication may be reproduced, stored in a database or retrieval System, or transmitted in any form or by any means, electronic, 
mechanical, photocopying, recording or otherwise, without the prior written permission of the publisher. Inquiries should be addressed to: 
Print Licensing Division, Cherry Lane Music Company, Inc., P.O. Box 430, Port Chester, NY 10573 


Care has been taken to trace the ownership of any copyrighted material contained in this text. The publishers welcome any information that will enable them to 
rectity, in subsequent editions, any incorrect or omitted reference or credit. 


CHERRY LANE MUSIC: THE PRINT COMPANY x 
EXECUTIVE: Michael Lefferts, President; Kathleen A. Maloney, Director of Customer Service; Len Handler, Creative Services Manager; 

Rock Stamberg, Advertising and Promotion Manager; Karen DeCrenza, Executive Secretary; Karen Carey, Division Secretary. 

ilii ire sic- Jon Chappell. Associate Director of Music; Steve Gorenberg, Music Editor; Kerry O'Brien, Music Editor; 


S.O.D.: THE LEGEND BEGINS 


"Speak Englisb or Die" speaks the truth about what it means to go beyond the limits of a musical 
idiom and still remain true to the texture and tradition that created it. Such an idiom is the power and the 
crunch of heavy metal, and many groups have proudly marked their own territory under that classification. 
Yet S.O.D. (Stormtroopers of Death) have transcended well beyond the confines of heavy metal into their 
own distinct category. 

The aggressive attitude and superhuman physical endurance of drummer Charlie Benante, coupled 
with the truly in-your-face sound and sheer stamina of guitarist Scott Ian and bassist Dan Lilker, combine 
to create music that is as chaotic as it is controlled. 

To call the music of S.O.D. “heavy metal” would be far too general a statement. To call it “speed 
metal” would be, in many ways, an understatement. To call it “thrash” or “hardcore” simply wouldn't do it 
the justice it deserves. Whatever label you put on it, the music of S.O.D. will evade any attempt at categori- 
zation, and so we will not make the attempt. Rather, we asked guitarist Scott Ian to give us a history of the 
creation of S.O.D. in his own words. 


THE CREATION OF S.O.D. 
by Scott Ian 


"Speak English or Die": I never thought four words could cause so much schism. From these four 
words S.O.D. was born. 


It was spring of 1985 and Anthrax was in the studio recording Spreading the Disease at Pyramid 
Sound in Ithaca, N.Y. I was done with all of my guitar tracks and had a lot of free time on my hands. So, 
instead of doing something constructive, I drew comics. I invented this guy—well, not really a guy, more 
like a living skeleton—named “Sgt. D,” who smokes cigars, hates everyone and everything and has an 
insane sense of wrong and right. (Actually, he's not much different than your average right-wing.gung-ho 
American.) I would draw his face and then put a slogan next to it. For example, *Don't smoke, ГЇЇ rip your 
ungs out for you ... Your caring friend, Sgt. D." Or, Sgt. D says, “I’m not racist: I hate everyone equally. So 
fuck you." Or, of course, *Speak English or Die." The lightbulb lit over my head, and I started writing. 
Feverishly working, spewing hatred from my pen, day and night, seeing the world through the eyes of a 
iving, breathing, dead, decaying pillar of hatred. 


I took a break after I had written 10 songs or so. This was too much hate for one person to bear. I 
played it for Charlie, I played it for Dan, I played it for Billy. Sgt. D approved. S.O.D. was born. 


We wrote the rest of the album, rehearsed it the day before we were going to start recording, and 
banged the record out in three days. Two days recording, July 2nd and 3rd; one day mixing, July 6th. It 
was hard, fast, furious, mean controversial, ridiculous, funny and, most of all, it was heavy. HEAVY. Just 
think of the album's opening riff in “March of the S.O.D." This is the sound of death. This is the sound of 
Sgt. D. 


The Stormtroopers of Death. The right time, the right place, the right people. A once-in-a-lifetime 
band that could never be, but will last forever. 


A WORD FROM “SARGENT D” 


At ease, men. 

This book is the first in a series of operations in basic training exercises for the heavy metal guitar 
enthusiast. 

In this particular maneuver, we will be looking at the war tactics and sabotage techniques of the 
S.O.D.: Stormtroopers of Death as implemented on their album, Speak Englisb or Die. 

Our mission will be to seek out and discover the subtle and not-so-subtle implications of their meth- 
ods of approach, and to learn and understand the full scale effects of these warlike acts. 

Our objective is to gain a better understanding of these techniques and to apply them as concepts so 
that we may implement them in our assault on the other unsuspecting victims of fate who fly the heavy 
metal banner. 

We will approach our target from all angles. We will dissect each track into sections, and examine its 
inner workings. We will discover a multitude of rich and statistically dense subtleties of rhythm, form and 
expression that are all too often overlooked. Nothing will escape our grasp or step outside our field of 
vision. For the student musician, these subtleties will become apparent through the use of this book, which 
will also serve as a field manual and valuable tool. Together, we shall emerge victorious. 

From a purely musical standpoint, Speak English or Die truly speaks its own language. Through this 
book, we will learn to speak the language. Some of the words will already be familiar to you; others will 
require closer scrutiny. E 

The majority of the riffs that make up this album are based on concepts of time rather than technique 
or theory. Although we will take an in-depth look at the harmonic language that is spoken here, we will 
also examine such concepts as polymeter (*March of the S.O.D.,” "Pre-Menstrual Princess Blues"), beat 
displacement (“Sargent ‘D’,” “Freddy Krueger”), metric modulation (“Milano Mosh”), and tempo fluctuations 
(Kill Yourself”). Your ability to alternate pick will be in demand (“Pi Alpha Nu,” “Chromatic Death”), while 
many of the chords used throughout the album will already be familiar to you. 

Hand-in-hand with the fast and furious tempos, a strong sense of humor pervades the entire album, 
from the mischievous title track to the frenzied fun of “Pre-Menstrual Princess Blues? The whimsical atti- 
tude of “Anti-Procrastination Song” (which runs only four seconds) is a reflection of the sense of humor 
that runs rampant amidst burning rubble and the debris of agony, as is “The Ballad of Jimi Hendrix” 
(munch, crunch, munch, crunch, you're dead). 

This humor by no means undermines the group’s overall sonic power. Even when listened to at a 
low volume, this music is /oud. There is much to be gained from understanding the techniques demon- 
strated by S.O.D. The reader of this book will benefit greatly—both as a listener апа a player. 


March Of The S.O.D. 


The first barrage of sound to march forth from this album is “March of the S.O.D.” It's the kind of 
“march” that could stop a battalion of heavy metal maniacs with one fell swoop of the opening riff in Ех * 
without blowing up a single amplifier (or even breaking a guitar string). This can be attributed, in part. to 
the fact that the entire tune is played solely on the bottom two strings, with the low E tuned down to D. 
significantly increasing your potential to *munch and crunch" the enemy to death while reducing the 
chances of breaking a string (just one of the advantages of military training). 

Tuning down to D is a common heavy metal practice; the technique has been employed since the 
days when Tony Iommi and Black Sabbath were the proud defenders of the HM banner. Clearly, however 
the alternate tuning on this particular track gives the guitars a very distinctive S.O.D.-ish crunch. From the 
first power chord, one gets the sense that something “heavier” is going on beyond a lot of munch and 
crunch, and it’s true, starting with the opening riff in Ex. 1. 

Although there are only three basic riffs that make up this “march,” each involves the use of a strate- 
gic method of musical sabotage. The first tactic we'll examine is known to those involved in covert musica! 
operations as the polymeter technique (for those higher-ranking officials, that’s the P.M.T.). Hey, if the 
S.O.D. are gonna march, we better let "еп do it their way, right? Right! So let's take a look at just how this 
special tactic gets implemented: 

The term polymeter means just what you'd expect: more than one meter (time signature) happening 
simultaneously between two instruments. It’s as if a battle is going on between two opposing forces (in 
this case, guitars vs. drums). Both instruments share a common pulse (same denominator), but are playing 
within different groupings of that pulse. In the opening riff, the guitar plays in 3/4 while the drums play in 
4/4—a familiar sound, echoing from the hallowed halls of Led Zeppelin’s “Kashmir.” It’s a simple but 
effective tactic that works quite well when you've got a solid drummer and just the right amount of fuzz 
tone crunch. 
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Ex. 1A shows the main guitar riff as it occurs at the beginning of the track. It is in 3/4 time, which 
immediately sets it apart from the 4/4 time we are more accustomed to hearing. The 3/4 meter gives this 
riff a waltz-time feel that works well against the straight-time feel laid down by the entrance of the drums. 
which are in 2/4, setting up a polymetric dynamic between the two instruments. The brackets above the 
staff in Ex. 1B show how Ше drums’ three-bar phrase in 4/4 time fits against the guitar's four-bar phrase in 
3/4 time. With the drums' entrance, an entirely new flavor emerges that further augments the introduction's 
initial “heavier” feeling. 


This may be one of the crunchiest waltzes ever to grace the world of heavy metal dancing. The use 
of the superimposed polymetric motifs immediately sets this track apart from the otherwise mighty metal 
mambos and spastic speed sambas found outside the realm of S.O.D. 
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Ex. 2A *marches" in similar formation, but employs an even more strategic polymetric maneuver than 
in Ex. 1: The guitar marches іп 7/4 while the drums keep 4/4 time. To give you a visual impression of this 
diabolical act, the brackets in Ex. 2B show the overlapping effect created when 4/4 is superimposed over 
7.4 time. It's as if the guitar is “walking over" or, better yet, “marching across" the drums’ seven-bar phrase. 
The effect is especially interesting due to the strong pulse beneath the intensely conflicting time signatures. 
Again, the results can be described as a battle between forces within the music: The two instruments 
remain firmly mobile within their own meters, holding their ground while refusing to give in to the con- 
trasting “strong” and “weak” beats from their counterpart. They put up quite a fight, which is why the beat 
seems to shift against itself every time the guitar repeats its seven-beat figure. It feels as if the two instru- 
ments are playing out of sync with each other, but they are both marching within the same pulse. 
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When two instruments are playing in different meters, each can have its own strategy to successfully 
апа on beat “one” of the corresponding meter of its counterparts notes. This requires that a certain num- 
ber of bars go by, and that number will always be the lowest common denominator of the meters that the 
тео instruments are playing in. For example, all the drums have to do is play seven bars of 4/4 while the 
guitar plays four bars of 7/4 (see Ex. 2B). At that point, the instruments will reunite on “one” of their re- 
spective time signatures, allowing them to resolve any conflict that might otherwise have gone on for many 
€ bars. One on one, guitar neck to drum head, they can then approach the front lines together again 


un the form of the piece by returning to the opening riff in Ex. 1. 


Those who wish to observe the battle from a safe distance need only tap an army boot and count 
2g with either the drums (in 4/4) or with the guitar (in 7/4). The latter will likely prove easiest because 
gure is longer and more stretched out, making it easier to feel. Tapping your boot in “4” 
nd with the push-and-pull of the opposing odd-metered phrase. Try it both ways to 
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ute (P.M.) technique to defend itself against other riffs that are merely 
he same degree. Note that during the last repeat, the 
an army of war tanks on the move, this 


Ex. 3 relies on the palm m 


echnique is replaced by a standard open-string assault. Like 
slithers chromatically between the notes В 

s intensity that warns of impending doom. Practicing 
d because it requires the use of all four fingers (no thumb). 


Play4 times 
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Sargent “Р” And The S.O.D. 


Fast on the heels of “March of the S.O.D.," with no break between tracks, “Sargent ©” begins with a 
heavily distorted bass solo. High-ranking officials call this maneuver a segue. As in the last attack, the 
introductory riff has a secret weapon that is strategically deployed during the opening round of this battle. 
This particular tactic, beat displacement (known іп the cadet corps as B.D.), works like a “sneak attack” on 
the listener's senses. 

Beat displacement deceives your ears the way an optical illusion deceives your eyes. Most of us have 
seen the famous picture of two silhouetted heads facing each other that suddenly shifts to reveal a vase, or 
the three-dimensional cube that seems to face inward and outward simultaneously. Well, the opening riff 
to "Sargent ФО” (and other riffs we'll see later in this book) achieves the same effect: It presents two differ- 
ent ways to perceive a single picture. 

Beat displacement involves shifting the perception of tbe beat by a certain fractional amount (a quarter 
note or a sixteenth note, for example). In the case of the opening riff of this track, our perception of the 
beat is displaced by an eighth note, causing the entire riff to be heard on the “other side" of the beat! Later 
on, following the first chorus, when the riff is presented in its unaffected state, we are more fully aware of 
its provocative nature. In both cases, it's not the actual riff that changes, only the way that it is perceived. 
That's what makes this such a sneaky war tactic. 

The first time we hear the main riff at the intro, we perceive it as it is notated in Ex. 1A. This is 
actually a shifted version of the riff in its unaffected state. Pay close attention to the last two kicks in the 
second bar, which also serve as pickups to the first measure: they are the deciding factors that determine 
how the riff is going to be perceived. Because of the emphasis put on them here as pickups, and because 
of the dynamics of the bass introduction, these two kicks sound like they occur on dotwnbeats (falling on 
beats 3 and 4 of the measure) instead of sounding like the upbeats that they actually are (falling on the 
“ands” of 3 and 4). This is where the inherent deception of B.D. comes into play: what your ear will intu- 
itively tell you are the downbeats of the riff are actually the upbeats, and you've fallen victim to the 
diabolical ways of beat displacement! But just enjoy it while you can because, before you know it, Sargent 
‘D’will flip the beat—and you may never hear the introductory riff the same way again! Sargent ‘D’ has 
earned his stripes by adding “displacement” and “deception” to his name. 
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Immediately following the first chorus, the same riff we heard in the intro is presented again. This 
ume, however, it has been “displaced” to the right of the beat by one eighth note, giving way to the synco- 
pated feel that was there all along (see Ex. 1B). You can see that those two all-important kicks at the end 
of the eighth bar no longer fall on downbeats but are presented as upbeats, which consequently changes 
our perception of the whole riff. What is actually a semi-laidback, straight-ahead groove with anticipated 
kicks (a la AC/DC's “Shake a Leg” or Led Zeppelin's"Communication Breakdown") was initially perceived 


“ 


1 


as being a fast-and-furious double-time beat. The notational differences between examples are strictly 


representations of the differences in perception: They are both the same riff, written (and perceived) two 
different ways. 
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The durational spacing of the notes in the riff hasn't changed; only the accents have shifted slightly. 
The reason the riff sounds different than at the intro is because of the initial anticipated kick preceding it. 
Following the choruses, this kick occurs on an upbeat, whereas before (at the intro) we were led to be- 
lieve that it occurred on a downbeat. Again, the first thing we bear determines how we'll hear the riff as a 
whole. Once you've become aware how the riff sounds in Ex. 1B, you can go back and listen to the begin- 
ning of the track and actually hear the riff two different ways! At some point during the intro, your ear will 
intuitively flip the beat around, and you'll hear the riff as notated in Ex. 1B. For most people, this ‘turning 
around’ of the beat will occur right when the vocals enter the first verse. 

To play this figure, it’s necessary to aware of the two different ways to hear the riff. Try using the 
written examples above in conjunction with the recording on the album. Experiment with starting and 
stopping the song at different places during the intro. Hearing the bass introduction and the two pickups 
will almost always result in hearing the riff on the other side of the beat. If you listen from a point after the 
bass introduction, you'll hear the riff as it actually exists. Listen to the intro, then quickly fast-forward to 
another part of the riff. Then listen to the intro again. By switching between the two, you'll begin to recog- 
nize the perceptual differences. 

Beat displacement (B.D. for those now out of boot camp) can, at first, be difficult to understand. Such 
terms as “downbeat” and “perceptual displacement” can mystify the uninitiated. What's important to re- 
member is that this music is based on concepts as much as technical and academic information. 


Kill Yourself 


Тһе opening riff of this piece (Ex. 1) is based solely on a single chord (Е5), proving that all you need 
is one chord to state your case. The first two times the riff is played by Gtr. I and the last two are played 
by both Сиз. I and II. Gtr. I plays an E5 power chord in second position, while Gtr. II plays it in seventh 
position. The drums complement the aggressiveness of the riff by “flamming” on the floor tom the first two 
times and then switching to snare drum flams with the entrance of Gtr. II, bringing the tension to a climax. 
Also supporting the tension of the riff is the simple but effective triplet in bar two, which stands out 
against the sixteenth notes that make up the rest of the riff. 

Another noteworthy feature is the recurrence of this riff immediately following the interlude (Ex. 3). 
In this instance, the feel set up by the drums during the interlude is superimposed on the riff in Ex. 1 for 
the first two times. This double-time feel creates an exciting variation on the theme that was presented at 
the intro. It also provides a bit of continuity between two sections which are very different composition- 
ally. 


Ex. 1 ДЕ 
- 90 F А 
Intro Е5 5 Е5 Біз) times ES пат 
y Ctrl = = ; —— 
е = і e -4-42-.- fF Li Li 4-4 

2%2 $- Dy - + е ә x = $ Et = a 2 3 

- 4 9 > ә ә ә >= ә ә ә “Set” vets 99% 

PM.---+ PM.---4 PM,---4 РМ.---4 PM а рма 
ің 4-4 4 4 LC LEE 4 4- 4—4—4 
А 2—2 —2 2 2 2 2--2-2 2- 2 2- 2— 2-2 
B 22 5 2 2-52-25 в 5 2 5—5 —5 

0—0—9 6—6—0 ^—9—9- o 9—0—9— — 0—0—0 oo o 

З 3 

y Gul ШЕ 

-.-а- 
= =: = i 25. 2 4 === 
eee y 6 4--4-< 
24 = > = 

tee vvv 4-42 95994 s v 

PM.---4 РМ.---4  PM.---4 

25 E В 

CA - 899-38 9 -9- 9--9--9 
3 9 $8 "9 8. 9 8-%-9 
В 5553 ооо 0001 9-0-0 6 66 


*Play 4th time only. 


After a briefly held E5 chord that rounds out the main riff, the entrance of the next section is marked 
by three surprisingly subtle eighth note ‘stick clicks’ (at approx. 448 b.p.m.!) from drummer Charlie 
Benante, creating an appropriately extreme contrast between sections. One scarcely has a chance to catch 
a breath before being showered in a salvo of 32nd-note shrapnel. This section is representative of the kind 
of spontaneous, out-of-nowhere, just-when-you-thought-it-was-safe type of ambush that Anthrax is per- 
haps best known for. In an ambush such as this, the element of surprise plays a major role in making the 
assault so effective. 

In order to play this nearly frantic, double-time section with other musicians and get the same cata- 
clysmic results, it is important that everyone has a clear sense of the tempo that is being aimed for before it 
arrives. Of key importance here is the drummer's ability to keep a solid pulse within a tempo that at times 
is loosely defined. Ultimately, it will be the drummer's responsibility to find the tempo and hold it there 
amidst the surrounding blur of cacophonous mayhem that is central to the successful implementation of 
this tactic. 

If you listen to this section of the album, you'll hear that the tempo sometimes gets rushed to the 
point of the band being slightly out of time with itself (after the first chorus, for example). This is a most 


1i 


expressive effect in that it makes the music seem almost out of control, but it only works if the band 
knows when to fluctuate. During this particular section, the tempo fluctuations between instruments 
occur, for the most part, wherever there isn'ta vocal. During the verses, a slightly more unified tempo 
draws the instruments closer together in relation to a common pulse while maintaining a certain degree of 
flexibility. The choruses, however, are very rigidly aligned, tempo-wise, within a very straight “up and 
down" kind of mega-march that feels almost polka-ish. 

This is the first in a series of riffs that will give the right hand quite a workout, as it demands that you 
alternate pick for reasonably long periods of time. When practicing this riff, be sure to start slowly and 
keep the wrist relaxed at the forearm. Also be aware of any tension that develops in the arm or your hand: 
If pain or stress develops, take a break. Practicing with a metronome will help to give you a solid sense of 
time and pulse, which is critical to the successful execution of these riffs. 
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Following the second chorus, a four-bar ritard of palm-muted low E eighth notes serves to put on the 
brakes in an attempt to return to the original tempo. Ex. 3 rocks its way out of this ritard with a very 
straight-ahead rock groove, providing a welcome change from the frenzied ferment of the preceding 64 
bars of “mega-march.” The riff itself is harmonically structured around chromatic movement (movement in 
half steps) between chords. Notice how the chord changes by half steps (D5 to C#5 and F5 to E5) lend an 
almost Phrygian tonality. As will be seen throughout this book, many of the riffs the S.O.D. employ use 
chromatic movement in their basic structure. 
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Milano Mosh 


In Ex. 1 we encounter modal mixture, the combining of elements from two different modes of the 
same tonic (FẸ, in this case). The G5 chord is built on the second degree (G) of the F$ Phrygian scale, and 
the C#5 is built on the 5th degree (СР) of the F# Aeolian (natural minor) scale. The use of chords from two 
different modes, Phrygian and Aeolian in this example, gives us modal mixture. The close proximity of the 
notes G and Gf gives the riff a dissonant flavor, although the individual chords (made up of root and fifth 
only) cannot themselves be considered dissonant. This implied dissonance creates an ambiguous tonality 
and helps togive the music that *doomy" aura. But not to worry; the doom, as well as the dissonance, are 
only implied. 

Ex. 2 shows what happens when the S.O.D. fire their main engines to warp speed and put their 
*mosh chops" into overdrive. In this instance, a transcription of the music would look like a series of 
mathematical equations due to the ridiculously fast tempo at which sixteenth notes are being attempted. 
Simply put, the best way to practice this section is to just go for the rhythm that is shown in Ex. 5, and 
don't *mosh yourself" if it seems damn near impossible, because sixteenth notes at 235 damn near are 
impossible! When playing this riff, much of the weight again falls on the drummer's shoulders to play as 
fast as possible the double-time backbeat feel that is heard on the album, and up to the guitarist to try to 
match the tempo. Don't sweat it if you find that you're dragging behind the drums because that is the basic 

idea! The trick is not so much being able to keep up with the drums, but rather, to be able to simply make 
the attempt while not losing track of where the beat is. Be aware that all the snare drum hits fall on up- 


beats, so you should concentrate on the thud of the bass drum in order to keep track of the pulse. Also, 


making eye contact with your drummer will undoubtedly help to ensure a tight downbeat at the beginning 


of the next section. 
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Ex. 3 is written in 4/4 meter, but the triplet on beat 4 gives this section the distinct feel of a 12/8 
march. You should be thinking triplet subdivisions when you practice this section. 

A good way to do this is to come up with a sound that can be used to represent the feel of a triplet. 
Using a word like *trip-o-let" will work, but ultimately you'll get more mileage out of finding a sound that 
сап be applied to all rhythms you encounter down the road of musical experience. And strangely enough, 
it is to our original point of departure that we can look to find these sounds. 

Many musicians use combinations of sounds like “аа” and “ра” (and their derivative forms “йи” and 
*gu") to imitate both rhythms and grooves (regardless of the age or maturity level of the musician). The 


results are *sound-words" that represent rhythmical and musical phrases like the one in Ex. 2, which would 
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Бе subdivided as *yugga da, dugga da, yugga da, dugga da." Some more common sixteenth-note phrases 
would be expressed as “yugga dugga, yugga dugga,” and the quintessential heavy metal groove coined by 
she famous HM drummer Doug Adooga would be, of course, “dugga dooga, dugga dooga.” All this is 
owed to the fact that music is a universally spoken language, and in that sense, it's not surprising that 
many of the “words” that we first used as infants work surprisingly well in articulating musical phrases. 

Adopting these “sound-words” into your vocabulary will not only give you a greater command of 
chythm, but will also allow you to verbally communicate these rhythms more effectively with other musi- 
Gans. You will also get into the habit of subdividing when you play, which will dramatically improve your 
playing. 
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Speak English Or Die 


As mentioned in the introduction, the S.O.D. speak their own language, and the opening riff in Ex. 
1 is just one of the “words” that makes up their vocabulary. Like any other word, this riff has “syllables” 
that give it a rhythm; it is made up of letters (E, G, B, C, etc.), and even has a definition and an etymol- 
ogy (origin). This riff originates from the Aeolian mode (1, 2, 53, 4, 5, 16, b7), and can be traced back 
even further to the now infamous and classic introductory riff to Ozzy Osbourne’s anthem to a whole 
generation, “Crazy Train,” as played by the late, great Randy Rhoads. Specifically, it is the interval of a 
minor sixth (E to C) combined with the minor third (G) that gives this riff (and Randy’s) the harmonic 
aroma that is unmistakably natural minor (Aeolian). This mode lends itself nicely to other forms of 
musical expression as well, so be sure and look for it elsewhere in other forms of music, metallic and 
otherwise. Note also the modal mixture created by the F#5 chord. Its fifth (C#) is not from the Aeolian 
but the Dorian (1,2, 13, 4, 5, 6, bD mode. 
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Sticking with the vocabulary analogy for one more example, the next riff represents the use of a word 


that is, quite literally, volatile. The first three notes of Ex. 2 almost outline a diminished triad (G, Bb, Db), 


one of the most unstable chords that you can play, but then goes even further by throwing in an Ab as the 
fourth note, creating a half-step relationship with the root (G). This makes the riff pure sonic dynamite that 


is dissonant and explosive. 
This is yet another area that should be approached with caution because of the technical demands 


placed on the right hand. Each note is tremolo picked, i.e., picked as rapidly and continuously as possible, 


using a loose alternate picking technique. 
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United Forces 


In its own twisted way, this is the most straight-ahead tune on the album—but only to a point. The 
basic form of the song is very much in the spirit of the typical rock ‘п’ roll number that, up until this track, 
had seemed nonexistent. If there were another chorus and a fade out after the guitar solo, the form would 
surely fit the mold. Yet, as you know, there is no formula for S.O.D.’s songs, and “United Forces" is no 
exception. This is the only track on the album with a guitar solo which immediately sets it apart from the 
others in a big way. As if this weren't enough, the guitar solo was played by drummer Charlie Benante, 
who creates a cataclysmic climax within what is perhaps the most powerful track on the album. 

Ex. 1 bears a good deal of harmonic resemblance to the riffs from the preceding tunes, owing to the 
fact that this entire album was the result of a spontaneous weekend jam session. (Who says you can't 
conquer the world in one weekend?) This riff again demonstrates the use of chromatic movement as an 
effective means of establishing a solid base upon which to build an empire. The most significant area of 
tension in the riff is the Bb5 chord moving to the E5 chord as it repeats. There we hear what was (and still 
is) considered by some to be the most diabolical interval that a person could possibly spew from their 
Marshall stack. That's right—the tritone (diabolus in musica). One is reminded of those golden days of 
listening to our older brother's records when we were first exposed to the tritone in the song *Black Sab- 
bath" from the album of the same title. Ozzy beckoned to us, “What is this that stands before me?,” and we 
could have just as well yelled back, "It's a tritone, Ozzy. Flat five" 

Listen for the use of the palm mute (P.M.) technique as it is applied to this well-honed and rockin' 
riff. 
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The guitar solo (Ex. 2) was played by the group's drummer, Charlie Benante. The tempo of the solo is 
maniacal (J = 235), and so is the solo itself, which is based almost entirely on E pentatonic minor (E, G, A, 
B, D), with a couple of bluesy inflections occurring in the fourth and fifth bars (the bent note A), and some 
completely crazed whammy bar antics throughout the last eight bars. There is some rhythmic diversity in 
the first two bars, where we see figures labeled 7:8. This means that seven sixteenth notes are played 
evenly over the duration of eight sixteenth notes (two quarter notes). This is not as difficult to play as might 
be assumed, if you think of these figures as being simply *one faster" than the two triplets that immediately 
follow. These rhythms may seem a bit haphazard, but considering that they came from Charlie, who is the 
personification of a human time machine, we won't be so quick to put it past his 
capabilities as a guitar player. Keep it up, Charlie! 
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Chromatic Death 


In keeping with the “they'll never know what hit 'em" tradition, “Chromatic Death” swarms in like 
killer bees with Uzis and clocks in at just under 40 seconds, leaving your musical senses reeling. From a 
technical standpoint, this is surely the most challenging cut on the album, involving doubled notes and 
alternate picking across strings in the first example, and rapid-fire tremolo picking in the second. 

Ex. 1 shows the primary lick around which this tune revolves. It occurs at the beginning, middle and 
end of the song, and each time is a little different than the last. As you can see from the tablature, all of the 
doubled notes occur between the open D string and the fifth fret of the A string. No single note is ever 
repeated in succession. The two notes that occur on the A string (D and E}) should be fretted with your 
third and fourth fingers, respectively, while the G at the beginning of the figure should be fretted with your 
first finger. Alternate picking can be quite a challenge, especially across three strings, and this challenge is 
made even more difficult by the tempo at which the lick is played. It may help to practice with a metro- 
nome, starting out slowly and gradually building up speed. 
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The next example explains the meaning behind the title of this track: Death by chromaticism at an 
unheard-of tempo (J = 242). The key to survival here is, again, your ability to tremolo pick. Also, remem- 
ber to keep your wrist as relaxed and flexible as possible while executing this purely chromatic workout. 
Resting your forearm on the body of your guitar will help prevent strain. 
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JASON ROSENFELD 


Pi Alpha Nu 


This track is college fraternity mosh material at its finest. At just over one minute in length, “Рі 
Alpha Nu" provides a closer look at the kind of intensity that the S.O.D. are capable of packing into one 
tiny crevice of time. 

Ex. 1 emphasizes the open A in rapid flurries of sixteenth notes between two sets of chromatically 
moving power chords. Although we hear A as the tonic, it’s hard to give this riff an overall tonality based 
on the chord progressions. The first set of two chords (D5 to C#5) might imply a suspended fourth re- 
solving to the third of an A major chord, but that theory doesn’t last long with the arrival of the last set of 
two chords (C5 to B5), which would imply a minor third moving to a major second. Ultimately, this 
ambiguous tonality strengthens the aggressiveness of the riff. Because of the speed of this riff (and the 
one that follows), you should consistently alternate between upstrokes and downstrokes with your right 
hand when playing this passage. This will make the riff easier to play without seeming too disjointed. 
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Ex. 2 is the main riff over which the vocals are presented. It is a four-bar phrase, which makes it a bit 
different from what we've been hearing so far. The first two bars of the phrase are pretty much nonstop 
“chugga chuggas" on the С pedal point, which contrasts nicely with the more broken-up rhythm of the last 
two bars, which outline an A major tonality. The riff is thoroughly rockin’ and should provide an excellent 
exercise to build up your ability to alternate pick on one note in rhythm. Be sure and keep the sixteenth 
notes steady when practicing this riff. Again, using a metronome during practice should help immensely. 
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Anti-Procrastination Song 


With an unheard-of length of four seconds, and a two-beat phrase that could stop a Mack truck, 
"Anti-Procrastination Song” delivers a message that rings loud and clear: Don't put it off, just do it! It's very 
much in the spirit of the S.O.D. to cram an hour's worth of energy into just under five seconds, and it 
shows off their characteristic good humor, too. The only trick to playing this mini-melody with a group is 
to keep it as tight as possible, but if it falls apart, just be sure and cut off together. It would be just as 
appropriate to execute four seconds of unabashed thrashing with no real pulse going on, but for those 
who wish to play it exactly as the S.O.D., Ex. 1 tells all. It is worth mentioning that this song is presented 
and constructed very much in the style of New York saxophonist John Zorn, who, although coming from a 
completely different musical background, shares many similarities with the Stormtroopers of Death and 
with what is sometimes called *thrash" music. His 1989 album Naked City features many diverse instrumen- 
tal numbers, as well as seven *punk vignettes," as he calls them, the longest of which is 10 seconds. 
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Whats That Noise? 


We've already alluded to the stylistically unique sense of humor that exists on this album, and this is 
the song that can serve as its calling card. It's studio control-room chaos at high volume, interspersed 
with cacophonous cries of anguish and bewilderment that actually seem to *out-noise" the true noise 
coming from your speakers. The title makes you wonder if this is simply the 5.0.0.5 way of making a 
reference to themselves, and indeed we are left wondering. 


Ех: 
J =120 
65: В5К2С. G5 NCC F#5 is 
4 D (w/ noise ES Play 10 times 
[ 
0—8 EE 1 1 j 
og >= + i fe $ 
ve 4442. 9 9 
PM. 4 PM 
ЕЗІ 5 
А —5—4 
В Ге 2- 4 
8-9.-3 9—0—0—6- 2- 2- 


Freddy Krueger 


It seems fitting that a group that began in the world of underground, independent label recordings 
(as Anthrax) would feel obligated to pay homage to Nightmare on Elm Street, which started out as an 
independently made cultish horror film and soon became an outlandishly popular series. This track pays 
its humble respects to the scar-faced slasher with the razor-blade fingers. 

Looking at the opening riff (Ex. 1), you'll notice that an underlying В pedal gets a lot of attention in 
between the other chords. In this riff, the note B performs a dominant function; it wants to resolve down 
a fifth to its tonic (E), which is where the actual tonality of this riff resides. Being bombarded by the note 
B while wallowing in the world of E Phrygian builds tension. Since this riff is in the key of E Phrygian, 
and the dominant note is being shoved down our throats along with a generous supply of aggressiveness, 
there exists a certain harmonic tug that makes it unstable. 
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Ex. 2A is an extension of the idea introduced іп "Sargent “Р” and the S.O.D." There we saw how beat 
displacement can be used to present a given riff in two different contexts. The effect here is similar to the 
one we saw earlier, but is a little more perceptible because of the degree to which the beat is displaced. 
Whereas in “Sargent 'D" we saw how beat displacement by an eighth note caused the riff to be perceived 
as being on the *other side" of the beat, the degree of displacement in this riff is that of a dotted quarter 
note (three eight notes), which is flips the beat around by one and a half beats. Again, we can notice the 
perceptual differences by paying close attention to the way the pickup notes are anticipated at the begin- 
ning of each phrase. Ex. 2A begins on beat one of the phrase, giving us a very straight-ahead rendition of 
this riff in an unsyncopated context. This is how the riff is presented at the beginning of the track, with no 
vocal accompaniment. 
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The next example, a displaced version of the preceding riff, occurs during the chorus following each 
verse. You can see how the whole riff has been “shifted” to the left by a dotted quarter note, giving us a 
nicely syncopated variation of the riff we heard at the beginning of the track. Notice the pickup notes at 
the beginning of the riff, which dictate the feel that is to be set up. 
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Ex. 3 provides an excellent accompaniment to the vocals during the verses. The accented syncopa- 
tions and harmonic structures of the riff seem to feed the fire that fuels the energy of the vocals as they 
paint a picture of nightmarish hell from a palette of literary discord. The riff is a real rocker and should be 
played with the same kind of fist-shaking conviction with which it is delivered on the album. Harmonically, 
the riff suggests an Em7 chord, but the G$5 chord on beat three of the second bar shifts the plan of attack 
to Emaj7. This is an effective way of combining two different harmonic elements (minor and major) within 
the framework of a single tonality, yielding a most intriguing harmonic climate in which to shake your fuzz 
tone fist. 
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The interlude before the third verse is comprised solely of the palm-muted riff in Ex. 4, which slashes 
its way through the middle of this track with bladed fingers in keeping with the tradition of the mad 
slasher for which the song is named. This riff is a muted variation of the opening riff in Ex. 1, but here it 
takes on a much more treacherous aroma than it had at the beginning of the track because of the differ- 
ences in dynamics, tempo and articulation. In comparison to Ex. 1, notice how Ex. 4 seems to take on a 
creepier, almost gruesome flavor when presented in this manner, despite the identical harmonic move- 
ment. To effectively communicate the awe-inspiring fiendishness of this riff, try to imagine our hero 
Freddy Krueger lurking in the shadows, stalking his victim, ready to pounce at any given moment, antici- 
pating his revenge in the upcoming third verse. These images will undoubtedly materialize in the mind of 
the listener when executed with this kind of authority. Try it; the results will speak for themselves. 
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Milk 


This track is a paradox: haunting harmonic imagery played with humorous abandon. The lyrics about 
Cheerios and coffee add to the weirdness. 

Ex. 1 is as heavy as the riffs we've just seen in Freddy Krueger. The F# Phrygian tonality gives us that 
doominess to which we've grown accustomed. Note the relationship between the G5 chord (the 
supertonic) and the F$5 chord (the tonic). The G5 may try to escape, but it can't resist the pull to the tonic. 
The only words of advice to be given on the execution of this monstrous riff are to turn it up! 


1-16 
Intro FIs G5 Б N.C. R5 G5 ЕБ 65 Е N.C. F5 05 А5 GS 
нн — a сы 
I 
н І . 
z Е a E 
Li 72 72 | 
жастана >= 
же ғ 
ir E 
— — 4 4— —58- + 5 4 4 5 7 5 
ГВ 1—4 S 4 4 5 4 4 5- 4 4 5 TÉ 5 
= 3 2 9 2- 3 2 2 з 2 e 2- 3 5 з 


24 


Ex. 2 is really just Ex. 1 on a collision course with the vocals during the verses. The tempo doubles, 
and all chords that were sustained in Ex. 1 have now been replaced by sheer munchiness. The triplets 
remain intact and serve as a catalyst to the cacophonous bombardment of sixteenth notes exhibited by the 
spectacularly flailing antics of drummer Charlie Benante. Be sure to keep those triplets even against the 
straight up-and-down pulse that is set up by the drums; this will complement the overall mayhem of this 
exhaustingly frantic riff. 
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Ex. 3 occurs during the choruses, evoking the image of a disgruntled infant with spiked hair and 
leather diapers shaking his crib in a petulant frenzy and screaming, “I want some MILK!” This riff is basi- 
cally the same as Ex. 2, but transposed up by the interval of a fourth, it throws us head first into B 
Phrygian. There are also some new harmonic twists thrown in at the second and fourth bars where the 
quarter-note triplets occur; descending chords (D5 to C5 to A5) replace the ascending progression we saw 
in the first two examples, and the addition of another triplet in the last bar replaces what used to be two 
power chords. All of these subtle changes in contour greatly affect the ever-mounting intensity displayed 
by the music. 
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Pre-Menstrual Princess Blues 


This track, despite its title, is not so much a blues as it is a song about having the blues (or a slight 
variation on that particular color). Compositionally, the track fuses several ideas we have seen before into 
a single concise package. Here we see the use of polymeter, controlled chaos, minimalist tendencies in 
structure and technique, humor, and most of all, heaviness. These parallels between tracks demonstrate 
compositional continuity. The success of these tracks as compositions can be attributed to the fact that 
these guys obviously share a common language that is spoken fluently among them. They are fully aware 
of what they want to say as a group, and they know exactly how to say it. Structurally, we notice a dis- 
tinctly S.O.D.-ish approach to the form: two contrastingly heavy sections placed back-to-back with each 
other that, together, make up the entire body of the song. 
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The opening riff to this track is reminiscent of the second riff from “March of the 5.O.D.," where we 
witnessed the effects of a polymetric situation between the guitar and the drums. Here we see the same 
grim machine being employed in a slightly different way. The basic guitar riff in Ex. 1 is a two-bar phrase 
in 5/4. This means you can count five quarter notes for two bars before the riff is repeated. The drums, 
however, do something else to the overall feel; they cut the phrase in half by accenting every otber quarter 
note. This creates a one-bar phrase in a meter of 5/2 that actually stretches the overall feel of the guitar 
riff, allowing you to count five half notes in the same time that it would take you to count 10 quarter 
notes (two bars of 5/4). You will find that counting (and consequently feeling) the riff this way will not 
only make it easier to play, but will also allow you to really dig in with the pulse of this odd-metered riff 
without worrying so much about the meter itself. 

Although this is only a basic example, you'll find that approaching odd meters with this kind of “half 
time" concept will allow you to play with greater ease and precision within what might otherwise be 
considered hostile territory. If you experiment with different ways of approaching time, your overall 
concept of time will dramatically improve, as well as your overall musicianship. 


The Ballad of Jimi Hendrix 


Here today, gone tomorrow. What can we say? Jimi, we miss ya. 


(Spoken:) You're 


dead. 
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*Вазз plays octave E's. 


TABLATURE EXPLANATION 


TABLATURE: A six-line staff that graphically represents the guitar fin- iei 
gerboard, with the top line indicating the highest sounding string (high E). | 
By placing a number on the appropriate line, the string and fret of any 
note can be indicated. The number 0 represents an open string. 


tst string - High E == e 
2ndsting- 8 35 6 
зз 6 — + 
4th string- D 2 
5th string- А 3 2 
6th string- Low E = 

5th string, 3rd fret ist string, 15th fret, an open E chord 


Definitions for Special Guitar Notation 


SEND: Strike the note and bend up 
эзер (one fret). 
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SEND: Strike the note апа bend up a 
wee step (two frets) 


VIBRATO: The string is vibrated by 
rapidly bending and releasing the 
note with the left hand or tremolo 
bar. 


WIDE OR EXAGGERATED 
VIBRATO: The pitch is varied toa 


2nd string, 15th fret, 
played together 


TRILL: Very rapidly alternate 
between the note indicated and the 
small note shown in parentheses by 
hammering on and pulling off. 


TAPPING: Hammer ("tap") the fret 
indicated with the right-hand index 
or middle finger and pull off to the 


TREMOLO BAR: The pitch of the 
note or chord is dropped a specified 
number of steps then returned to the 
original pitch. 
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га greater degree by vibrating with the note fretted by the left hand 
2 left hand or tremolo bar. TP PALM MUTING: The note is partially 
x £x muted by the right hand lightly 
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А оғы — bridge. 
} e [2] 
D T P: 
AAAAAAAAAAAAAAAAAA 
a M 


SEND AND RELEASE: Strike the 

mote and bend up % (or whole) step, 
‘er release the bend back to the 
та! note. All three notes are tied, 


SLIDE: Strike the first note and then 
slide the same left-hand finger up or 


PICK SLIDE: The edge of the pick is 
rubbed down the length of the string 
producing a scratchy sound 


omy the first note is struck. down to the second note. The 
1/2 (or Full) second note is not struck. = 
sl. OR MUFFLED STRINGS: A percussive 
LES кеки sound is produced by laying the left 
Kr hand across the strings without 
= = 5 depressing them and striking them 
1/2 (or Full) E: with the right hand. 
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TREMOLO PICKING: The note is e 
picked as rapidly and continuously 
ees as possible. 
PRE-BEND: Bend the note up % (or eee T 
smote) step, then strike it SLIDE: Same as above, except the 9-2 ж 
second note is struck e 
1/2 (or Full) trem. pick 
' sl. 
T —— _ 
SSS e 2 RHYTHM SLASHES: Strum chords 
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NATURAL HARMONIC: Strike the 
note while the left hand lightly 
touches the string over the fret 
indicated. 


voicings found in the fingering 
diagrams at the top of the first page 
of the transcription. 
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ARTIFICIAL HARMONIC: The note RHYTHM SLASHES (SINGLE 
: 55 meme шш) is fretted normally and a harmonic is NOTES): Single notes can be 
= produced by adding the edge of the indicated in rhythm slashes. The 
[Aa E | 


WMESON BEND: Strike the two notes 
=тшйагеоиз!у and bend the lower 


H 


PULL-OFF: Place both fingers on the 
notes to be sounded. Strike the first 
note and without picking, pull the 


thumb or the tip of the index finger 
of the right hand to the normal pick 
attack. High volume or distortion will 
allow for a greater variety of 
harmonics. 


circled number above the note name 
indicates which string to play. When 
successive notes are played on the 
same string, only the fret numbers 
are given. 
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S.O.D. 
Speak English Or Die 


including: 


Sargent “Р” And The S.O.D. 
Milano Mosh 
United Forces 

Chromatic Death 
What's That Noise? 
Anti-Procrastination Song 
March Of The S.O.D. 

Pi Alpha Nu 
Freddy Krueger 
Milk 
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